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Book Reviews
Musical Communication edited by Dorothy
Miell, Raymond MacDonald & David J.
Hargreaves. New York: Oxford University
Press, 2005. 433 pp., £26.95 paperback.
ISBN 0198529368
This edited volume is a collection of 19 essays
from primarily British academics and music
practitioners, originally arising from a seminar
on musical communication. Chapters
are grouped under the themes of ‘Cognition,
representation and communication’,
‘Embodied communication’,
‘Communication in learning
and education’ and ‘Cultural contexts
of communication’. This thematic grouping
helpfully structures an otherwise disparate
set of texts, and should guide the reader
towards the section of most interest to them.
The title, Musical Communication, is
enticing, promising much and appealing to a
wide readership. Yet it is clearly impossible
in one volume to provide a comprehensive
account of musical communication to cater
to all tastes, and to account for the quite
different understandings of communication
ingenerate in different disciplines. The
contributing authors approach the topic from
their various backgrounds in education,
ethnomusicology, social psychology, music
theory, music cognition, music therapy and
screenwriting. It is the editors’ explicit
concern to cut across the ‘traditional
divisions’ (p. 2):
. . . to explain the musical, social, and
cultural processes that underlie the
eventual realization of the acoustic
performance event (by the composer,
performer, arranger, and all others
involved), the means by which they lead
to the listener’s response, and thence to
short and long-term effects upon arousal
level, cognition, emotion, and
subsequent behaviour. (p. 3)
The editors recognise that their aim is
ambitious, and point out that the book
makes ‘no claim to be exhaustive’ (p. 19),
preferring to give a voice to authors who are
influenced by different approaches.
The foreword by Evelyn Glennie
presents her personal and wide-ranging
reflections on musical communication, but
the style is quite incongruent with the rest of
the book. The introductory chapter, ‘How do
people communicate using music?’
(Hargreaves, MacDonald and Miell),
attempts to integrate the components of
performance and response in a ‘reciprocal
feedback model of musical communication’.
Although definitions of the constituent parts
of the model are intentionally broad, the
model is clearly biased by a Western
classical music tradition. However, the
exercise of integrating performance and
response elements of communication while
emphasising the importance of the
performance/listening situation and context
is useful and provides a thought-provoking
introduction to the book. It is consequently a
disappointment that no attempt is made to
relate to this model in subsequent chapters.
Had this been possible it would have
provided a common point of theoretical
reflection on the subject of musical
communication, and a unity that is
otherwise lacking.
The section ‘Communication in learning
and education’ comprises three chapters that
collectively concentrate on children’s
musical communication. ‘Musical
communication and children’s communities
of musical practice’ by Margaret Barrett is an
excellent account of the move by researchers
to explore children’s experience of music
outside of the classroom or experimental
laboratory. It situates this research with
respect to socio-cultural theory and
recognition of the role of play in the learning
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process. Barrett explores the notion of
children’s communities of musical practice.
She concludes by listing a number of
implications from this research for music
educators. This is a fairly abstract wish list of
good practice in music education informed
by the finding that children’s communities of
musical practice are ‘characterized by the
dimension of mutual engagement, joint
enterprise, and shared repertoire’ (p. 275).
Susan Young writes on the subject of
‘Musical communication between adults and
young children’, providing a brief overview
of literature in the developmental psychology
of music, before presenting a case study of
child/adult musical interaction, focusing
specifically on examples of imitation,
elaboration, and organization of musical
ideas through play. An important focus of her
work is on the role of the adult in the musical
relationship with a child, acknowledging the
inevitable imbalance of knowledge between
the two, but stressing the scope for action
and initiation by a child within a suitably
structured musical exchange. Charles Byrne
further considers adult/child communication
but within the context of secondary school
music teaching. His chapter ‘Pedagogical
communication in the music classroom’
addresses the importance of effective
communication in the learning process, be
that verbal, non-verbal, or musical in nature.
He outlines different communication
strategies for use in the music classroom, and
produces a conceptual model of teaching
and interaction with practical suggestions of
tasks designed to develop from passive to
active learning, and from teacher-regulated
to self-regulated learning. Unfortunately, it is
not clear whether this model has been tested
and applied to classroom teaching, or
whether there is any empirical support for its
practical efficacy. Other chapters of interest
from an educational perspective are another
contribution by Margaret Barrett, and a
chapter by Jeanne Bamberger, both dealing
with communication through musical
notation.
One of the most satisfying essays in the
volume is Patrik Juslin’s chapter ‘From
mimesis to catharsis: expression, perception,
and induction of emotion in music’. Not
only does this provide a useful overview of
recent research on the perception and
induction of emotion in music, but it also
effectively engages with the topic of musical
communication. The discussion includes a
refreshing acknowledgement that the very
notion of music-as-communication is
questionable. For instance, Goehr (1992) is
cited on p. 105 stating, ‘Art can exist without
the need to communicate anything at all’.
Juslin examines the argument by Serafine
(1980) that a transmission model of music
has negatively influenced music education
through an over-emphasis on
passive-receptive listening rather than the
active skills most evident in composition and
performance. However, he argues that the
model need not be interpreted this way, and
that it might even be employed to ‘help to
counter this imbalance by focusing more on
the meaning communicated by music – its
contents’ (p. 105). I am sure that Juslin
would recognise the additional problems
associated with the concept of meaning as
content: any individual listener or musical
participant will negotiate their own
interpretation and understanding of meaning
within a given musical experience, and this
experience includes not just the sound
content, but also contextual factors.
Different approaches to musical
communication in the book include an essay
by Janis McNair and John Powles on the
subject of communicating political message
through song (‘Hippies vs. hip-hop heads: an
exploration of music’s ability to
communicate an alternative political agenda
from the perspective of two divergent
musical genres’). Ian Cross adopts an
evolutionary perspective, questioning
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content or meaning in musical
communication, and suggesting that
ambiguity enables music ‘to be efficacious in
contexts where language may be
unproductive or impotent precisely because
of its capacity to be interpreted
unambiguously’ (p. 35). In his chapter
‘Singing as communication’, Graham Welch
considers one of the less obvious
interpretations of communication when he
argues for the importance of ‘intra-personal’
communication, as well as inter-personal
communication. By this he refers to the
self-generated sounds of infants such as
vocal play and the spontaneous songs of
pre-schoolers. While Welch describes a
developmental trajectory towards social
inter-personal communication, he writes that
intra-personal communication ‘will always
be present’ (p. 249).
A number of other chapters are less
directly relevant to the theme of musical
communication, and occasionally a deeper
reflection on this theme might have provided
a more convincing or interesting argument.
MacDonald, Miell and Wilson’s chapter on
‘Talking about music: a vehicle for identity
development’ deals with a fascinating
dimension of communication, namely the
talk that surrounds and forms musical
experience. The authors analyse the
discourse of professional jazz musicians and
young people involved in extra-curricular
music. These individuals were self-elected,
and the authors’ analysis of musical identity
formation would have been enriched had
they explored the inevitable biases involved
when working with self-selecting
individuals. Similarly, Martin Clayton in his
chapter ‘Communication in Indian raga
performance’, argues strongly for
commonalities in the interpretation of a
particular raga performance by different
audience members and the performer
herself. For a sceptical reader, the
commonalities of interpretation presented
are questionable. This leads to the
observation that it would have been
interesting for the book as a whole for
authors to occasionally examine issues of
‘mis-communication’, or at least more
openly question some standard models of
communication in their application to
music.
The level of engagement with the theme
of musical communication varies greatly
between authors, and it is easy to criticise
the volume for a lack of unity. That said, the
editors have successful grouped the chapters
by theme, and there is a logical progression
between many of the chapters, such as from
Michael Thaut’s discussion of neurologic
music therapy (‘Rhythm, human temporality,
and brain function’) to the chapter on music
therapy by Gary Ansdell and Merce´de`s
Pavlicevic. Musical Communication is an
informative collection of texts, but will
probably be most useful as a source of
separate review-style chapters on different
topics. The advantage of a book such as this
is that there is probably something for
everybody.
FREYA BAILES
University of Canberra, Australia
The Reflective Conservatoire: Studies in Music
Education edited by George Odam &
Nicholas Bannan. Aldershot: Ashgate,
2005. 426 pp., £35, paperback. ISBN:
075465415
The Reflective Conservatoire is a collection
of 15 chapters presenting recently completed
and on-going research by staff and associates
of The Guildhall School of Music and Drama
(located in London, UK). The book has
emerged as a result of increasing pressure for
conservatoires in the UK to research the
effectiveness of their music education
practices which, until fairly recently, have
been concerned with ‘conserving’ long
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established traditions of ‘rearing’ and
‘training’ musicians. The book is
accompanied by a DVD, containing visual
and audio examples, which is used
consistently throughout the volume to
supplement the discussion. This adds useful
insight although in Chapter 15 continual
reference to the material on the DVD
disrupted the flow of the writing and
consequently understanding the discussion
was limited if access to the disc was not
possible at the time of reading.
The chapters are organised into four
themes (Reflecting on Conservatoires;
Reflecting on Performing and
Creating; Reflecting on Teaching and
Learning; Reflecting on Community and
Practice), each preceded by a ‘Prelude’
jointly written by the editors in order to
provide a context for the subsequent
chapters and raise points for debate. As I
progressed through the book, however, an
additional purpose for the ‘preludes’ became
apparent, since the chapters often seemed
loosely connected to the overall aims for the
volume and their relevance to the intended
audience (‘In the last resort the main
beneficiaries should be the students and it is
ultimately for them that this volume has been
created’ (p. 11)). Chapter 3, ‘What makes an
audience laugh? A practice-based enquiry
into comedy in theatre’ (written by Kenneth
Rea), for example, seems a little incongruous
in this volume: a description of Rea’s
research project on comedy in theatre is
interesting in itself, but only superficial links
to music are highlighted and there is no
discussion of how this may be applied to
music in Higher Education.
As might be expected from a volume
consisting of contributions from 15 authors,
each with a different research background
and focus, the presentation of the chapters is
varied and includes discussion articles, case
studies, experimental studies, and reflective
reports. The chapters generally contain a
‘reflective’ stance, in that the authors are
often using their own educational/research
practice as the raw material: in the main this
works well, although some chapters are less
than effective at stating the aims and
describing the context from which the data
and reflection emerged.
One particularly successful presentation
format comes in Chapter 5 (Marwood,
Boonham & Garland), which describes the
process of collaboration between an Indian
dancer (Boonham) and a classical violinist
(Marwood) attempting to create a synthesis
of juxtaposed cultures and media
(culminating in the film Caprice). The
chronological discussion is presented as ‘an
editorial amalgam’ of Marwood and
Boonham’s reports offering unique insight
into the format, frustrations and benefits of
the collaboration. Implicit within the
discussion is the message that collaborative
working can enhance the learning
experience of the musician – in this case,
enabling memorisation strategies and
allowing deeper access into the music.
The educational benefits of
collaborative working are one of three
central themes implicit in the volume (the
others are discussed below) and the most
successful chapters of this kind are captured
by the sub-theme of ‘Cultural interaction,
environment and exchange’ in the final
section of the book. Jan Hendrickse (assisted
by Nathan Thomson) powerfully
demonstrates that social and musical
interaction with artists from different
educational and performance traditions (in
this particular instance, African) can provide
musicians with alternative perspectives on
their priorities for performance and, perhaps
more importantly, a different concept of
themselves. Following a 3-week course in
Gambia designed to introduce the main
musical cultures of the region, a group of six
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students returned to the UK expressing a
heightened awareness of themselves in
relation to their musical participation:
The mind needs a reference, but cannot
process this reference unless it becomes
a true experience. One has to perceive,
and fully identify oneself mentally and
physically with the subject of
observation, or theme of improvisation
before one can analyse and create
(p. 409).
Indeed, the second central theme that I
perceive in the volume relates to a need to
go beyond the traditions currently
‘conserved’ by UK conservatoires.
Contemporary culture is no longer
limited to handing down a tradition.
[. . .] The dawn of the 21st century is
brimming with ‘non-definability’ –
culturally, artistically, socially. [. . .] The
challenge of this exciting time is to
extend artistic boundaries and deepen
creative processes without merely being
seen as providers of ‘polite classical
meets the rest of the world’ projects.
(p. 336)
This is discussed in particular by
Richard Benjafield, in relation to percussion
teaching. Benjafield describes the impact of
studying the gyil (a type of African
xylophone) on his approach to teaching and
performance, using African repertoire and
playing techniques as teaching tools for
Western classical musicians. Perhaps more
significantly, he suggests that the social
context of Western performance could be
enhanced by studying musical cultures
outside our own.
The third theme is perhaps of the most
concern to educators and students currently:
enhancing the employability of the
musicians graduating from the Guildhall
specifically, but also from UK conservatoires
generally. Gregory calls for a re-definition of
the role of conservatoires:
The role of a conservatoire should be
re-aligned to meet the needs,
expectations and potential of today’s
society. Reformulating the idea of what
a musician could be – what he or she
has beyond a technical proficiency on
one instrument – is highly relevant to
the workplace, as musicians now need
many strings to their bow. Important
qualities for musicians who want to
remain employable are to be creative,
multifaceted when performing, and
effective in collaborative environments.
(p. 298)
The variety of research described in the
book goes some way to address this request,
although descriptions of the research are far
removed from its practical application. Some
chapters, however are fairly specific in their
application. Amongst the more successful
chapters in this volume in satisfying the aims
of the book as stated in the introduction are
two by Helena Gaunt, one reporting a piece
of practice-based research surrounding the
facilitation of oboists’ breathing techniques,
and the other concerning music teachers’
perceptions of teaching in Higher Education;
Jackie Walduck on ‘Collaborative arts
practice and identity: the role of leadership’;
and Simon Purcell’s discussion of ‘Teacher
research in a conservatoire’.
Whilst the research presented in this
book focuses entirely on the research
activities contained with The Guildhall
School of Music and Drama it has much to
offer a reader interested in enhancing the
quality of educational experience for
students of all ages. The chapters do not
always appear to ‘belong’ together because
their relevance for a book entitled Studies in
Music Education is questionable, but
beneath the surface the main message of the
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book is that the current conservatoire system
needs to change in order to prepare
musicians more effectively for a multifaceted
professional career.
KAREN BURLAND
University of Leeds
Creative Music Making by William L. Cahn.
London: Routledge/Taylor & Francis, 2005.
128 pp., £12.99, paperback. ISBN
0415972825
The term Creative Music Making was much
used in the 1970s and early 1980s in the UK,
and music teachers of this period would
have been familiar with the publications of
John Paynter and Peter Aston (1970), George
Self (1976), Brian Dennis (1975) and David
Bedford (1967). These and other composers
published many imaginative music-making
ideas for classroom ensembles, aimed at
teachers who embraced the notion of ‘music
for all’ in our schools. Graphic scores using
space notation, shapes and images together
with composing projects inspired by unusual
topics such as the London Underground
were features of this period in music
education. Music was for playing, exploring,
experimenting with, and novel and daring
results were encouraged in an atmosphere of
serious, yet playful discovery. When I started
my teaching career, such an approach was
fairly radical in Scotland although it had
already become popular in England. As a
new teacher, freshly emerged from the
institution in which I now work, I revelled in
the idea that young people could make
music without recourse to standard notation,
instead using their imagination to interpret
the symbols and images selected by the
composer. I can still remember a particularly
evocative performance of Paynter’s ‘Autumn’
by my junior choir. Whole class
improvisations based on Steve Reich-like
tiny ostinato figures were also a feature of
my teaching at this time. This new-found
freedom from notation was not only a
revelation to me and my students, but also to
music teacher colleagues in other schools,
many of whom defiantly resisted any
temptation to change their ways, despite the
compelling evidence that young people
were enjoying playing, composing and
improvising music. Oh, and they were also
learning about structure, instrumentation,
texture, timbre and were using their own
music as a gateway to the music of other
composers.
William L. Cahn takes this idea of
playing without conventional notation one
step further and uses the term Creative Music
Making to describe his concept and
approach. Put simply, there are four steps in
the process: playing, recording, listening and
questioning. At first glance, these steps
appear glaringly obvious and readers might
be forgiven for wondering why a book needs
to be written about them. This is a fair
question. But embedded within the book is
William Cahn’s experience as a musician
and improviser and he communicates his
passion for a systematic approach to
improvisation in an articulate and
compelling way. As a member of the Nexus
contemporary percussion group, he regularly
performs wholly improvised music in
concert. While the ideas and techniques he
describes in the book may be initially aimed
at teachers working with university students,
I would suggest that this approach could
easily be adapted to suit younger students.
Implicit within Cahn’s CMM (Creative
Music Making) is the notion that young
musicians may have to unlearn some of their
notation-based habits in order to begin to
feel the benefits of free improvisation. He
describes first-time CMM improvisers who
appear to be unable to think of something to
play. In order to avoid such a situation it is
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suggested that the new improviser’s first
experience should be in a sheltered
environment along with a more experienced
CMM improviser. The temptation to include
as many of the class as possible is eschewed
in favour of a situation in which each player’s
responses can be heard, valued and
discussed. From the perspective of the
classroom music teacher I have to admit that
this would not initially have been my
preferred approach but I can see the sense in
this strategy.
Cahn’s approach is well thought out and
it is designed to equip musicians with the
means to develop their improvisational skills
throughout their musical careers and
therefore looks beyond the boundaries and
limitations of the secondary, high school or
university music classroom. In effect, this is
the key point underlying this excellent book.
Creative Music Making is not proposed as
merely an additional activity which students
may dabble in from time to time, but rather it
allows individuals to engage in a disciplined
method of musical learning which will
develop musical imagination, knowledge of
harmony and counterpoint, repertoire and
aural skills. Cahn defines this ‘pedagogy for
musicianship’ in the third chapter of the
book, pointing out how difficult it is ‘to find
courses of study in music that are devoted
primarily to the basic concerns of
musicianship – good listening, creative
expression, and the exercise of musical
intuition’ (p. 11). He suggests that that the
focus on mainly technical considerations in
musical learning seen all over the world, but
especially in North America, has been
brought about by the high value placed on
competition and grading – one’s relative
standing in comparison to others – and ‘a
complete absence of an accepted pedagogy
in support of the nontechnical elements of
musicianship’ (p. 11). His CMM approach is
certainly one step towards evolving such a
pedagogy.
William Cahn’s extensive playing and
teaching experience comes across well
throughout and he has distilled his CMM
philosophy to just two simple rules.
Rule 1: Performers may play (or not
play) anything they wish on any
available instrument of their own
choosing – there are no mistakes.
Rule 2: Performers should listen as
deeply as possible to themselves and to
other performers, but it’s important that
it be perfectly clear to all participants –
players and listeners alike – that there is
no penalty for breaking this rule.
(p. 35)
These simple rules may appear to give too
much freedom to inexperienced improvisers
but Cahn is keen to avoid stifling creativity
by placing a burden of expectation on
performers and listeners. The idea that a
major part of the process should involve
listening to a recording of the improvisation
is also attractive: it provides an opportunity
for performers and listeners to develop
critical skills and associated musical
vocabulary in a lively and exciting musical
environment.
This book is well written and includes
many useful and interesting quotations by a
variety of writers such as Zoltan Koda`ly,
Mihaly Csikszentmihalyi, Aldous Huxley,
Howard Gardner and George Gershwin. The
accompanying CD provides some examples
of CMM improvisations – although I have a
slight worry that these may be misinterpreted
as exemplars or models of how
improvisations ought to sound. Nevertheless,
as pieces of music in their own right, they
have charm and many interesting qualities. A
useful list of supplementary listening is also
included, suggesting a diverse range of
music which could further stimulate
discussion among students. Although, as
might be expected, this list includes some
pieces by contemporary composers, there
369
Book Rev i ews
are some surprising inclusions such as
Mozart’s Piano Concerto No. 27 in B flat
major. More ambitious and practically
minded readers might also want to embark
on the ‘Building a Homemade Amadinda’
project. The Amadinda is described as ‘a
type of African xylophone found in Uganda’
(p. 16) and I would suggest that its
construction might require good
spatial-temporal reasoning skills (so listening
to Mozart at regular intervals throughout the
building project might be required!).
In Creative Music Making, William
Cahn shares with readers a teaching
approach that works for him. It may not work
for everyone, but I don’t know of any that
would. It will appeal to those teachers who
are already interested in improvisation or to
those who are keen to include some
elements of creative music-making in their
teaching. Above all, this book will appeal to
music teachers who want to continue to
expose their students to the wonders of
music-making and to the fun, excitement and
satisfaction that can be gained through active
participation in creative music making.
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University of Strathclyde
The Disciplines of Vocal Pedagogy: Towards an
Holistic Approach by Karen Sell.
Aldershot: Ashgate, 2005. 266 pp.,
£47.50, hardback. ISBN 075465169
Karen Sell states that the aim of her book is
to engage in scholarly research in the light
of, and with a view to fostering, reflective
practice in the field of vocal pedagogy. She
advocates holistic education, entailing
multi-disciplinary study, as being essential
for classical singers and vocal pedagogues in
preparation for performance, for teaching,
and for inter-professional cooperation. The
book’s audience is thus both the singer and
the teacher of singing (here covered by the
term ‘singer’) involved in classical music.
Sell’s background is as a singer, lecturer and
teacher of singing. She has taught in
educational institutions from primary to
tertiary, and worked in private practice, both
in Britain and abroad, has lectured to
professional bodies, conducted workshops
and master-classes, and served as a voice
consultant to members of the health
professions. This is an excellent base from
which to appreciate the many disciplines
that contribute to the holistic training of
singers, but it is perhaps this breadth of
background that sometimes obscures the
focus of the writing and the audience for
which it is intended.
Although they might not have so
expressed it, probably the majority of
authors writing on singing over the last four
centuries have assumed that singing is a
holistic activity that needs to be taught
holistically. However, the fact that these
activities are holistic means that it is difficult
to examine the component elements without
diminishing the whole. What has improved
this position is that we now have the
technology to examine the voice in use and
the medical specialisations that have grown
from that, as well as research in other fields
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concerned with psychomotor skills and with
music learning. There has been growing
acknowledgement in recent years of the need
for interdisciplinary work in singing, with the
mounting of interdisciplinary conferences
and the publication of books which bring
together more than one discipline related to
voice. It is significant that Janice Chapman’s
Singing and Teaching Singing: A Holistic
Approach to Classical Voice (San Diego:
Plural Publishing) was also published in
2005. Earlier examples are Meribeth Bunch’s
Dynamics of the Singing Voice, first
published in 1982 (Wien: Springer-Verlag),
Robert Thayer Sataloff’s Vocal Health and
Pedagogy (San Diego: Singular Publishing
Group, 1998) and my Singing and Voice
Science (San Diego: Singular Publishing
Group/Thomson Learning, 2000).
Covering a number of disciplines and
addressing both singers and teachers of
singing is a big demand. Both Sataloff and
Chapman handle this by using co-authors,
experts in their respective fields. Chapman is
notably successful in meeting the challenge,
interweaving personal experience (as both
singer and teacher) with theoretical concepts
and explanations, sections on pedagogical
implications, case studies, and exercises. Her
holistic, physiological, incremental approach
to singing development thus becomes clear.
Sell is less successful: there is much useful
information, but it is sometimes uncritically
presented and is not always well integrated.
Perhaps the problem is that the book is a
revised version of a doctoral dissertation and
remains too much that – too impersonal and
addressed to anonymous academic readers.
In sections where Sell brings her personal
experience to bear, the text comes alive and
practical applications are clarified.
The first chapter, on ‘The History of
Vocal Pedagogy’, examines writings on
singing from 1562 through into the 20th
century. As a review of the literature it is
admirable; but we probably don’t need most
of it, because of the difficulty of interpreting
inconsistent (and changed) terminology and
appreciating vocal tone without recourse to
recordings. Pertinent points are made in this
respect: for example, ‘It is interesting to note
that much of the bel canto that is professed
to be taught today is based on the sound of
the castrati – a sound which, apart from the
very distorted recording of Moreschi, we
have never heard’ (p. 19); and in discussing
19th century pedagogy, ‘It goes without
saying that in the absence of recording we
have no evidence of the results achieved’
(p. 21). Part of the difficulty in addressing
both singers and teachers is that highlighted
by Sell in discussing the clash between
singer/pedagogue Manuel Garcia II and the
eminent laryngologist of his time, Dr Morrell
Mackenzie:
They clash in print about the use of the
laryngoscope (which according to
tradition, Garcia was said to have
invented), the training of children, and
the number of vocal registers.
Mackenzie, although acknowledging
the benefits of the study of anatomy and
physiology for singing teachers, insists
that to have singers learning to sing by
studying the vocal organs, particularly
with a laryngoscope, is as absurd as a
painter learning to paint by studying the
eye with an ophthalmoscope. (p. 23)
This is an argument still alive today. While
Sell makes clear that she regards knowledge
of a constellation of complementary
disciplines as vital, it is not sufficiently clear
just how this knowledge should be integrated
and what the differences might be for vocal
pedagogues (i.e. how the knowledge of
anatomy and physiology becomes part of the
teacher’s holistic knowledge of voice and
how that is conveyed to the student) and
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singers (i.e. how the theoretical
understandings become psychomotor skills
that are applied to musical communication).
Ethics is a subject rarely addressed in
writings on vocal pedagogy, and it is good to
see a section here (in Chapter 2 – ‘Ethics,
Psychology, and Vocal Pedagogy’) that is
grounded in the practicalities of the current
teaching situation. There is stress on the
mutual obligations of the teacher and
student, and an exploration of some clashing
obligations the teacher may encounter. There
is also a section on psychology –
developmental, cognitive, social,
behavioural and affective – and applications
to the teaching of singing. Chapter 2 is
augmented by an Appendix that gives more
detail on psychological considerations in the
singing studio, including some good
suggestions for the preliminary interview
with a prospective student. There are some
basics on musical development and voice
change during adolescence, as well as
sections on song learning and memorisation,
which would be useful to school teachers
with no background in singing.
Chapter 3, on Science and Vocal
Pedagogy, is concerned with vocal anatomy
and physiology and vocal acoustics, to assist
teachers in understanding something of the
‘how’ and ‘why’ of vocal function: ‘How else
can the teacher objectively discriminate
between what is, and what is not,
functioning healthily and efficiently in the
singing voice?’ (p. 70). It is disappointing that
the information presented here is not more
clearly linked to that presented in the
following chapter on Voices, Tonal Ideals,
Classification, and Technique. This is really
where the holistic approach is important. For
example, in Chapter 3, the point is made that
a major part of voice teaching concerns the
co-ordination of breath and laryngeal action;
yet, there is little specific application in the
section on technique in the following
chapter. The discussion on posture, however,
is good and there are excellent suggestions
on working with students on posture and the
influence of posture on breath
management.
The section on vocal acoustics in
Chapter 3 describes the vocal tract as a
resonator and makes some mention of
formants, including rightly commenting that
‘there are many methods of training singers
to achieve this resonance [the singer’s
formant] which are hazardous. The method
of many teachers seems to be ‘hit and miss’,
especially in the case of those whose
pedagogical armoury is replete with
subjective imagery’ (p. 81). It is therefore
rather frustrating that in the following chapter
the section on formants is separate from
those on resonance, vowel modification, and
articulation. It is not made clear how these
aspects of technique are interrelated, and
there is no real direction on how to achieve
different voice qualities. Again, this is a
problem with the discussion of diction in
Chapter 5 (‘Performance’). While a
distinction is made between ‘diction’ and
‘articulation’, nothing is done to clarify how
the two are related and how this might affect
resonance, rhythm and phrasing.
The section on vocal classification
(pp. 103–9), on the other hand, brings
together many musical and vocal
considerations, and the points on how to go
about classifying voices (pp. 107–9) are very
practical. Chapter 5 deals with teachers
evaluating the performance of their pupils
and reacting to the assessment of examiners,
adjudicators, critics and agents. The
associated Appendix offers basic practical
suggestions for singers auditioning in various
contexts.
Throughout the book, Sell emphasises
that voice teachers need wide-ranging
knowledge and skills from the disciplines of
psychology, aesthetics, anatomy and
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physiology, musicianship and performance
and that these elements should be covered in
the training of teachers. And since many
singers also teach at some stage in their
careers, singers also need to be introduced to
this range of knowledge. The book covers
many of these elements and therefore has
something to offer teachers working in a
range of settings, as well as singers working
at different levels.
JEAN CALLAGHAN
Singing Voice Consultant, Sydney
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